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INTRODUCTION 


INTRODUCTION 

The  Harpist's  Daily  Dozen  can  be  used  by 
all  harpists  with  the  exception  of  beginners. 
Its  aim  is  to  allow  busy  or  touring  harpists  to 
keep  up  their  technique  with  the  minimum 
effort. 

One  should  strictly  observe  the  various 
nuances,  and  refrain  from  practising  loudly, 
unless  indicated.  Strength  based  on  loud 
practise  brings  about  muscular  stiffness  and 
thick  tone-production.  Legitimate  strength 
is  the  result  of  correct  muscular  action.  In 
regard  to  the  harp,  this  consists  of  drawing  the 
fingers  into  the  palm  of  the  hand  (reaching 
over  the  palm  as  far  as  possible);  of  bending 
the  thumb  entirely  over  the  second  knuckle 
of  the  2nd  finger;  of  keeping  the  wrist  curved 
in  and  perfectly  supple — supple,  but  not 
relaxed;  of  keeping  the  forearm  absolutely 
horizontal. 

In  The  Harpist's  Daily  Dozen,  metronomic 
tempi  have  been  purposely  omitted.  Players 
will  regulate  tempi  in  accordance  with  their 
technical  ability.  The  sonorous  substance  of 
these  exercises  has  been  calculated  tc  fit  vari¬ 
ous  tempi  without  losing  musical  value. 

One  ought  to  repeat  each  exercise  until  a 
noticeable  benefit  is  evident,  before  going  on 
to  the  next. 


*  *  * 

EXPLANATIONS 

The  following  notes  apply  to  the  individual 
exercises.  Exercises  I,  II,  Via,  VI6,  VIII  are 
for  the  wrist. 

In  Exercises  I,  Via,  VI b,  VIII,  the  wrist 
should  oscillate  to  its  fullest  extent. 

In  Exercise  II,  the  hand  should  be  thrown 
backward  (similar  to  a  wrist  exercise  on  the 
piano). 

Exercise  III.  Keep  the  forearm  absolutely 
horizontal. 

Exercise  IV. 


Le  Harpist's  Daily  Dozen,  titre  qui  ne  peut 
#tre  traduit  de  maniere  adequate,  est  une  serie 
de  douze  exercices  journaliers  k  1’ usage  de  tous 
les  harpistes — exception  faite  des  commen- 
$ants.  Le  but  de  cette  serie  d’exercices  est  de 
permettre  au  harpiste  virtuose  (en  tournee  ou 
chez  lui),  au  harpiste  d’orchestre,  au  professeur 
de  harpe,  de  conserver  une  bonne  technique 
avec  un  minimum  d’effort. 

On  devra  strictement  observer  toutes  les 
nuances  et  se  garder  de  travailler  fort,  a  moins 
d’indication  k  cet  effet.  La  force  acquise  par 
le  ((travail  en  force))  provoque  inevitablement 
une  raideur  musculaire,  de  meme  qu’une 
sonorite  lourde  et  epaisse.  La  force  veritable 
s’acquiert  au  moyen  d’une  action  musculaire 
bien  dirigee — et  controlee — se  resumant  en 
ceci:  replier  les  doigts  dans  la  main,  aussi  loin 
que  possible  (au  dela  du  creux  de  la  main); 
plier  le  pouce  entierement  au-dessus  du  2me 
doigt,  sur  la  jointure  de  la  grosse  phalange  et 
de  la  phalangine;  tenir  le  poignet  creuse  et 
tres  souple;  tenir  l’avant-bras  absolument 
horizontal. 

Dans  ces  exercices  journaliers,  les  mouve- 
ments  metronomiques  ont  ete  omis  k  dessein. 
Les  harpistes  devront  regler  la  vitesse  des 
mouvements  d’apres  leur  degre  de  technique. 
La  matiere  sonore  de  ces  exercices  a  ete 
calculee  de  maniere  k  ce  que  les  mouvements, 
si  differents  soient-ils,  ne  puissent  alterer  le 
sens  musical. 

On  devra  repeter  chaque  exercice  jusqu’& 
ce  qu’un  resultat  se  fasse  sentir,  avant  de 
passer  au  suivant. 

*  *  * 

EXPLICATIONS 

Suivent  quelques  remarques  relatives  k 
chaque  exercice.  Les  exercices  I,  II,  Via, 
VI6,  VIII  ont  trait  au  poignet. 

Dans  les  exercises  I,  Via,  VI6,  VIII,  le 
poignet  doit  se  mouvoir  dans  un  mouvement 
oscillatoire  tres  accentue. 

Dans  l’exercice  II,  la  main  doit  se  renverser 
en  arri&re  (comme  au  piano,  dans  les  exercices 
du  poignet). 

Exercice  III.  Maintenir  l’avant-bras  absolu¬ 
ment  horizontal. 

Maintenir  l’avant-bras  absolu¬ 
ment  horizontal.  Dans  les  Ire, 
2me  et  3rae  mesures,  tout  en 
jouant  le  pouce,  glisser  le  4me 
doigt  en  haut,  le  long  de  sa 
corde,  et  placer  immediate- 
ment  le  prochain  groupe  de 


Keep  the  forearm  absolutely  Exercice  IV. 
horizontal.  In  measures  1,  2, 

3,  while  playing  the  thumb, 
slide  the  4th  finger  up  along 
its  string  and  place  immedi¬ 
ately  the  next  group  of  notes 
(place  all  the  fingers  simul- 
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Exercise  IX. 


Exercise  X. 


Exercise  XI. 


Exercise  XII. 


taneousiy).  Before  sliding  the 
thumb,  place  all  the  fingers, 
then  play  the  chord  vigor¬ 
ously  and  throw  the  hand 
straight  toward  the  column 
(stretching  the  arm  to  its 
fullest  extent  and  keeping  the 
wrist  curved  in). 

In  measures  4,  5,  6,  while 
playing  the  4th  finger,  slide 
the  thumb  down  along  its 
string  and  place  immediately 
the  next  group  of  notes  (place 
all  the  fingers  simultaneously). 
Place  the  3rd  and  2nd  fingers 
and  the  thumb  after  sliding 
the  4th  finger,  then  play  the 
chord  vigorously  and  throw 
the  hand  straight  upward. 
Observe  the  same  procedure 
for  the  left  hand  alone,  and 
for  both  hands  together. 


Keep  the  wrist  steady.  Bend 
the  thumb  entirely  over  the 
second  knuckle  of  the  2nd 
finger.  Bring  the  2nd  finger  in 
to  its  fullest  extent. 


Complete  finger  action.  Wrist 
steady.  Do  not  connect  these 
chords. 

Complete  finger  action.  Each 
chord  (two  notes)  must  be 
played  without  the  least 
arpeggiando,  i.e.,  absolutely 
unbroken. 

Complete  finger  action. 


notes  (placer  tous  les  doigts 
simultanement).  Avant  de 
glisser  le  pouce,  placer  tous  les 
doigts,  et  jouer  l’accord 
vigoureusement  en  langant  la 
main  directement  vers  la 
colonne  (etendant  le  bras  de 
toute  sa  longueur  et  en  gar- 
dant  le  poignet  creuse). 

Dans  les  4rae,  5me  et  6m* 
mesures,  tout  en  jouant  le 
4me  doigt,  glisser  le  pouce  en 
bas,  le  long  de  sa  corde,  et 
placer  immediatement  le  pro¬ 
chain  groupe  de  notes  (placer 
tous  les  doigts  simultanement). 
Placer  les  3me  et  2me  doigts  et 
le  pouce  apr&s  avoir  glisse  le 
4me  doigt,  et  jouer  1’accord 
vigoureusement  en  langant  la 
main  droit  en  haut.  Observer 
la  meme  regie  pour  la  main 
gauche  seule,  et  pour  les  deux 
mains  ensemble. 

Maintenir  le  poignet  ferme  et 
souple.  Plier  le  pouce  entiere- 
ment  au-dessus  du  2me  doigt, 
sur  la  jointure  de  la  grosse 
phalange  et  de  la  phalangine. 
Replier  entierement  le  2me 
doigt  en  dedans. 

Complete  action  des  doigts. 
Le  poignet  ferme  et  souple. 
Ne  pas  enchainer  les  accords. 

Complete  action  des  doigts. 
Chaque  accord  (deux  notes) 
doit  se  jouer  sans  arpeger 
(plaque). 

Complete  action  des  doigts. 


Exercice  IX. 


Exercice  X. 


Exercice  XI. 


Exercice  XII. 
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Material  for  Vocal  and  Instrumental  Study — “from  the  very  easiest  to  the  most  difficult” 

(The  Numbers  listed  below  cover  Study-Material  for  Instruments  other  than  Piano) 


HARP 

55.  SALZEDO,  CARL,  L’fitude  Modeme  de  la  Harpe. 

Modem  study  of  the  harp.  With  five  poetical  studies  2.75 

ORGAN 

11.  BUCK,  DUDLEY,  Studies  in  Pedal  Phrasing.  Op.  28  1.10 

34.  KOCH,  CASPAR  P.,  Book  of  Scales .  1.50 

MACDOUGALL,  HAMILTON  G. 

134.  - Dramatic  Pedal  Studies . 75 

NILSON,  L. 

29.  - A  System  of  Technical  Studies  in  Pedal  Playing. 

Translated  from  the  Swedish  by  J.  E.  Barkworth.  1.25 
21.  PFITZNER,  HEINRICH,  The  Art  of  Pedalling .  1.00 


VIOLIN 

FYFFE,  ELIZABETH 

64.  - The  Three  R’s.  A  Music  Primer  for  the  Violin  Student 

103.  GOLDSTEIN,  JOSEPH,  Foundation  Scale-  and  Chord- 

Studies.  (In  the  first  position) . 

HERRMANN,  EDUARD,  39  Violin  Studies.  3  Books: 

35.  - Book  I . . 

36.  - - Book  II . 

37.  - Book  III . 

162.  - 12  Violin  fitudes  for  Study  of  Positions.  Op.  37. 

(English  and  Spanish  texts) . 

22.  KN  EISEL,  FRANZ,  Advanced  Exercises.  Parti . 

LAOUREUX,  NICOLAS,  A  Practical  Method: 

147.  - Parts  I  and  II.  Combined . 

90.  - Part  I* . 

146.  - Part  I.  Supplement . 

91.  - Part  II* . 

92.  - Part  II.*  Supplement . 

93.  - Part  III* . 

94.  - Part  IV* . . 

190.  - Scales  and  Arpeggios . 

( *Also  published  in  Spanish  edition) 

32.  LEVENSON,  CHARLES,  First  Exercises  in  Bowing. . . . 

104.  - First  Book  in  Violin  Playing.  (English,  French  and 

Spanish  texts) . 

119.  - First  Scale  Studies.  (English  and  Spanish  texts). .  . 

141.  - The  First  Finger-Exercises.  Preparatory  to  Charles 

Dancla.  Op.  74.  (Spanish  and  English  texts) .. . 

8.  LICHTENBERG,  LEOPOLD,  Scale  Studies . 

107.  LOCKWOOD,  SAMUEL  P. 

- The  Scales.  (English  and  Spanish  texts) . 

165.  RIEGGER,  WALLINGFORD,  Begin  With  Pieces.  Ele¬ 
mentary  Method  for  Individual  or  Class  Instruction 

Complete 
Separate  violin  part 

SCHRADIECK,  HENRY 

77.  - The  First  Position.  An  Elementary  Instruction  Book 

102.  - Six  Staccato  Studies . 

171.  STOESSEL,  ALBERT,  Essentials  of  Violin  Mastery. 
Advanced  studies  for  the  preservation  of  violin  technique 
STOEVING,  PAUL 

The  Systematic  Development  of  the  Bow-arm.  2  parts : 

81.  - Book  I.  Elementary . 

82.  - Book  II.  Medium  difficulty . 

STRUTT,  ARTURO  E.,  First  Steps  of  the  Violinist: 

44.  - Book  I . 

45.  - Book  II . 

46.  - Book  III 

47.  - Book  IV 

118. 

137. 


SVEOeNSKI,  LOUIS,  Preparatory  Exercises  for  the 
Trill,  the  Vibrato  and  the  Staccato.  (Eng.  and  Span.) 

- Specialized  Exercises  (In  shifting  and  crossing  the 

strings).  (English  and  Spanish  texts) . 
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TROTT,  JOSEPHINE 

159.  - Daily  Scale  Studies.  (English  and  Spanish  texts) . .  1.25 

174.  - Melodious  Double-Stops  for  Violin . 60 

192.  - Melodious  Foundation  Studies  for  Violin .  1.50 

195.  - 28  Melodious  Studies  in  the  First  Position .  1.50 

WALTHER,  GUSTAVE  B. 

194.  - The  Art  of  Staccato  Playing .  1.50 

133.  WEISBERG,  A.  H.,  A  Complete  School  of  Shifting. 

(English  and  Spanish  texts) . . 60 

132.  - Foundation  Exercises  for  Fingers  and  Intonation. 

(English  and  Spanish  texts) . 6C 

142.  - School  of  Double-Stopping.  (English  and  Spanish)  1.25 

WHITE,  GRACE 

88.  - Studies,  Scales  and  Pieces.  (In  the  first  position) . .  1.25 

168.  - Studies,  Scales  and  Pieces.  (In  the  third  position)  1.25 

4.  WILHELM  J,  AUGUST,  Exercises  in  Thirds .  1.25 

WITEK,  ANTON,  Fingered  Octaves 

101.  - Part  I:  Exercises.  Part  II:  Practical  Application. 

(English  and  Spanish  texts) .  1.50 

40.  ZIMBALIST,  EFREM,  One  Hour’s  D.aily  Exercises ....  1.00 

VIOLA 

SVE6ENSKI,  LOUIS 

2.  - -Twenty-five  Technical  Exercises  for  the  Viola .  1.00 

VIOLONCELLO 

138.  MAAS,  GERALD  C.,  Finger  Exercises  and  Scale  Studies. 

(English  and  Spanish  texts) . 2.25 

169. ' - Practical ’Cello  Exercises .  .  1.00 

76.  OTIS,  EDITH,  First  Book  of  Study  Pieces .  1.50 

3.  SCHULZ,  LEO,  Technical  Studies .  1.25 


VIOLIN,  ’CELLO  AND  PIANO 

33.  LOTH,  L.  LESLIE,  Five  Poetic  Sketches  for  Trio  Study 


1.50 


151. 

152. 

153. 

154. 
180. 

155. 

156. 

157. 

158. 


115. 


STRING- QUARTET 

POCHON,  ALFRED,  A  Progressive  Method  of  String- 
Quartet  Playing.  Part  I:  Elementary 

- First  Violin  (including  Method) .  2.00 

- Second  Violin  (  “  “  ) . 2.00 

- Viola  (  “  “  ) .  2.00 

- Violoncello  (  “  “  ) .  2.00 

- The  Method  (without  separate  instrumental  part) . .  1.50 

- Separate  First  Violin  Part  (without  Method) . 50 

- Separate  Second  Violin  Part  (without  Method) . 50 

- Separate  Viola  Part  (without  Method) . 50 

- Separate  Violoncello  Part  (without  Method) . 50 

Complete  set  including  four  Instrumental  Parts 
and  Method  for  each . net  6.00 

CLARINET 

STlfiVENARD,  EMILE,  Practical  Study  of  the  Scales. 
(English,  French  and  Spanish  texts) .  1.50 


FLUTE 

MAQUARRE,  ANDRfi 

140.  - Daily  Exercises.  (English  and  Spanish  texts) .  1.00 

GUITAR 

ROCH,  PASCUAL 

85.  - A  Modern  Method.  (School  of  T&rrega).  3  volumes. 

(English,  French  and  Spanish  texts.)  Vol.  I..  2.00 

86.  - The  same,  Vol.  II . .  2.00 

87.  - The  same,  Vol.  Ill .  2.00 


Complete  Catalog  of  Sc  former's  Scholastic  Series  will  be  mailed  upon  request 
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